Summary : Cultural Production in Manchester by O'Connor, Justin
This is the author’s version of a work that was submitted/accepted for pub-
lication in the following source:
O’Connor, Justin (1998) Summary : Cultural Production in Manchester.
Manchester Metropolitan University, Manchester, United Kingdom.
This file was downloaded from: http://eprints.qut.edu.au/43855/
c© Copyright 1998 Justin O’Connor
Notice: Changes introduced as a result of publishing processes such as
copy-editing and formatting may not be reflected in this document. For a
definitive version of this work, please refer to the published source:
iSUMMARY
The successful city of the 21st Century will be a city of culture. Culture does not
just mean cultural products – whether ‘high’ or ‘popular’, local or global – it
means ways of living and acting, of expressing, of thinking and learning. Cities
have always been about culture – but culture has now emerged as a central
strategic axis for the development of cities. Economic, social, technological and
educational strategies are increasingly linked to this cultural axis. The cities that
learn to respond to the cultural challenge will emerge best equipped in a
competitive world where information, knowledge and content creation represent
the keys to a sustainable local economy.
In the last decades cultural policy has been concerned to use traditional,
contemporary and popular culture to promote the image of the city as forward
looking and dynamic, a place for investment and re-location as well as a tourist
destination. Investment in infrastructure has frequently been accompanied by an
emphasis on extending access to, and participation in, cultural products and
activity. The challenge now is to place culture in all its aspects at the centre of
the new city. This demands new understandings, new modes of governance,
new structures that can only emerge from a city capable of engaging in a
strategic process of reflection, learning and imagination.
This study is a contribution to that process. It is concerned with cultural
production, the creation of new content at local level and the promotion of this
production at national and international levels. Cultural economy is part of
global flow but in this the distinctiveness of local business clusters is crucial.
The ability to take advantage of these global flows, to develop a local
infrastructure to mobilise the full range of local talents and experience – these
are the key elements of this strategy.
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SECTION 1
1. Background to the Report
This research was commissioned by Manchester City Council (MCC) in
association with North West Arts Board and Manchester TEC. It forms part of
an on-going process of research, action-learning and policy development within
the City.
The research was commissioned to provide MCC and the City Pride partnership
with an overall mapping of the cultural sector; a detailed understanding of the
dynamics, needs and potential of the sector; and to inform strategies for
intervention and support.
The recommendations here form part of the development of a Cultural
Production Strategy for the City Pride area. A strategic advisory group has been
formed to oversee the initial implementation of the strategy. This is
representative of the City Pride local authorities, Manchester TEC, MIDAS,
North West Arts Board and the industry. The research has informed investment
through ERDF under the City Pride Action Plan. This has enabled the
development of a series of initiatives: the Cultural Industries Development
Service, Music Industry Network, and DesignBank – already in place.
2. Research Strategy
This research consisted of four main elements. Firstly, a review of existing
research and policy documents at national and local levels. Secondly, a process
of constructing a database of cultural businesses which allowed a statistical
measurement of the sector and represents an informational and monitoring tool
for the implementation of the support strategy. Thirdly, a series of in-depth
interviews with cultural businesses and actors across a range of sub-sectors; and
fourthly, a series of interviews and workshops with key local players at
practitioner, policy and research levels.
The research was able to provide quantitative evidence for employment levels in
the sector and some level of comparison with other cities nationally. The bulk of
the evidence concerned working practices, barriers to growth (SWOT),
education and training, and business support needs. This evidence, supported by
appropriate theoretical material, provided the basis for a series of key issues for
the promotion of the cultural production sector, followed by a series of specific
recommendations. Some of these are being actively pursued, some will take
time to emerge. This research and strategy will similarly need to be constantly
modified and updated in the light of new developments and new understandings
of the large-scale forces acting on cultural production in particular and cities in
general.
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3.      Standard Definition of the Cultural Industries
Statistical definitions of the sector are fraught with difficulties. Official statistics
drawn from the Standard Occupational Classifications (SOC) and Standard
Industrial Classifications (SIC), based as they are on out-dated industrial
models, find it difficult to pick up the cultural sector. However, there is an
emerging ‘standard definition’ of the sec or which uses official statistics to gain
insight into its size and structure. We used national, regional and local data
drawn from such sources in conjunction with data generated by our own
research. On this basis we were able to get a sense of the absolute and relative
size of the sector in Manchester; identify certain trends and conditions at
national and local level; and point out general deficiencies in statistical
indicators for the sector.
The Arts Council of England Report ‘Employment in the Arts and Cultural
Industries: an analysis of the 1991 Census’ used the following categories:
Standard Industrial Occupations
Gramophone Records and Pre-recorded Tapes
Printing and Publishing of Newspapers
Printing and Publishing of Periodicals
Printing and Publishing of Books
Musical Instruments
Film Production, Distribution and Exhibition
Radio & Television Services, Theatres etc.
Authors, Music Composers, other own Account Artists
Libraries, Museums, Art Galleries etc.
Standard Occupational Classification
Entertainment and Sports Managers
Architects
Librarians
Archivists and Curators
Authors, Writers, Journalists
Artists, Commercial Artists, Graphic Designers
Industrial Designers
Clothing Designers
Actors, Entertainers, Stage Managers, Producers and Directors
Musicians
Photographers, Camera, Sound and Video Equipment Operators
Musical Instrument Makers, Piano Tuners
Using these categories the ACE report obtained a total employment figure based
on the following formula: ‘all those employed in the cultural industries (some of
whom may not have a cultural occupation) plus those with a cultural occupation
(who may not work in a cultural industry e.g. an industrial designer)’.
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On this basis the total given by the ACE report was 648,900 in 1991 - 2.4% of
the economically active population. This figure echoes others using similar
sources. The recent Creative Industry Task Force Mapping Document had a
much higher figure of 4.5% but using extended categories.
This research conducted a detailed audit of existing sources (over 40) to
construct a database of local cultural sector employment. This generated much
higher figures than the ACE report, and over three times as many the local
Census of Employment (NOMIS). Using a combination of these sources we
arrived at the following estimates for the sector:
Area Sector Measured Numbers % -age Comments
City Pride Cultural Industry Empl. 18,058 3.6 Database
Grter. Man.Cultural Industry Empl. 28,241 3.0 Estimate
City Pride Total Cultural Sector Empl. 31,500 6.0 Estimate
Grter. Man.Total Cultural Sector Empl. 47,000 4.9 Estimate
City Pride Turnover from CI Empl. £627 m -------- Estimate
City Pride Cultural Industry GDP £627 m 3.48 Estimate
This compares favourably with sectors such as construction, transport and
chemicals.
It should also be noted that, based on standard official statistics Manchester
(City Pride) has the largest cultural sector employment outside London.
4. Expanded Definition of the Cultural Industries
Some recent studies have included a range of related manufacturing and other
services within the cultural industries sector – such as the production of
photographic, audio-visual and computing equipment. Whilst these have the
potential to be important sectors, the relationship between these and the core
cultural industries is very fluid. Even traditional manufacturing industries such
as printing are now uncoupled from an automatic association with those
producing content locally.
Recent research has shown the north west to have the largest related
manufacturing sector outside the region of the south east. However, it also
appears to be in absolute and relative decline. Textiles, once a global strength of
the region, are in long-term decline; a new vibrant fashion design sector is
growing up completely separate from this older sector. This is not simply due to
‘third world’ competition. City regions across Europe are using design-led
strategies to develop traditional craft and manufacturing sectors in ceramics,
furniture, glass, textiles, even food.
A cultural industries strategy should not set itself in opposition to older
industries but should look to help them compete through the addition of design,
of creative ideas, of new marketing strategies. Statistics show related
manufacture is located in non-metropolitan areas whereas content production is
vdefinitely city based. To promote and develop the links between cultural
production and manufacture is thus a regional strategy and demands regional
level intervention.
5. Understanding the Cultural Industries
For a full understanding of the cultural sector we need to go beyond the
definitions provided by statistics towards a more qualitative account of how
they function. The definition we have used here is those activities concerned
with the production, distribution and consumption of symbolic goods. That is,
those goods whose economic value is primarily derived from their cultural
value. If they lose their cultural value they lose their economic value.
Why are these industries, according to a recent European report, amongst the
fastest growing sectors in the economy?
Firstly, there has been a general growth in leisure, disposable income and
education which has seen a rapid increase in the consumption of culture – from
‘art’ to ‘entertainment’. These markets are highly niched, very volatile and have
complex value circuits which demand specialised production.
Secondly, they are also related to the growth of ‘lifestyles’, where consumption
is increasingly tailored to individual demand. In this there has been an increase
in the cultural value of functional products; that is, these products are now
valued as much for their ‘positional’ or aesthetic aspects as for their function.
This ‘cultural’ dimension can often add more value than materials and labour.
This is most apparent in heavily branded goods (the Nike ‘swoosh’, for
example)
Thirdly, this is part of a more general increase in the role of ideas and
information in production. This is now much more important than access to raw
materials and cheap labour – economic competitiveness depends on the ability
to access and utilise information across all aspects of the production and
distribution process. The cultural knowledge represented by the cultural sector
will become increasingly crucial to the development of regional manufacturing
and of the newer service sector. The challenge is to begin to mobilise these
resources now.
The cultural sector does not follow the pattern of traditional manufacture,
demanding new, more fluid understandings. The traditional categories of
‘infrastructure’, ‘reproduction’, ‘distribution’, ‘exchange’ and ‘consumption’
need to be used carefully in this context. In particular, the role of distribution
(access to markets) and ‘consumption’ need to be understood in relation to local
infrastructure and local production clusters.
The report also suggests that value chain analysis applied to the sector is not
always helpful and has to be used with caution – even such relatively
sophisticated models as that developed by Comedia in the 1980s. The report
also examines the evaluative model developed by Com ia for SWOT analyses
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of local cultural industry sectors and the notion of the ‘creative city’. Key
conclusions are:
·  The cultural industries are not amenable to standard industrial models.
Existing models need to take account of the dynamic and complex nature of
the sector.
·   There is a growing  relationship between the cultural sector and design-led
manufacture. Cultural industries can be seen as setting the pace for other
industries. But there is no automatic relationship between local cultural
production and local manufacturing - the establishment of such a relationship
is a crucial element of a local/regional strategy.
·   The cultural industries are both local and global. They operate within local
infrastructures of consumption, ideas and production; but markets, industry
and ideas are inserted also within global structures.
·   Cultural industries are drawn to the city; in this sense cultural production
strategies must of necessity plug into wider cultural, social and educational
policies - the holistic approach known as ‘cultural planning’.
·   Whilst existing models allow a general assessment of the competitive
position of cities, more dynamic models are needed for strategies aimed at
improving this position in the face of strong competition. At the more
competitive end, incremental approaches have to give way to a more
proactive, flexible and integrated strategic vision.
This is the challenge for Manchester as a creative city.
6. Employment Characteristics
A review of available statistics indicates that the cultural sector is part of a
wider pattern of new labour market and working conditions, which have
positive and negative elements. There are wide disparities across the sector in
terms of earning and conditions. The sector has volatile conditions of
employment but, as all employment is now risky cultural employment has
become relatively less so.
The cultural production sector is overwhelmingly made up of small businesses
(under 10) and self-employed/freelancers. These are articulated to larger, often
global, companies or company networks. To understand how these are
articulated in the different sub-sectors, and at different local and regional levels
is crucial for any cultural production strategy.
Cultural businesses operate in a sector where economic value is derived from
cultural value. These businesses base their operations on the future cultural
value of a particular product. Their ability to judge this potential value is based
on an intuitive, aesthetic, often emotional immersion in the cultural circuit.
These businesses are certainly creative – but they are also about risk. Many
vii
small businesses and individual entrepreneurs insist on the need to ‘stay in
touch’, to ‘be out there’, to be at this ‘edge’ where new possibilities emerge. For
many the development of a new product is about risk, about ‘putting yourself on
the line’, about persisting with a ‘hunch’ even though there is little ‘objective’
evidence to rely on. The difficulty small businesses thus face is how to manage
this need for creativity and risk with the realities of running a business. These
realities include cash flow, tax, legal issues etc. They also demand a different
sort of knowledge – a more objective approach to product development,
distribution, marketing etc. They demand strategic issues such as how to
balance the need for innovation and risk with the need to keep existing business
activities turning over. Cultural businesses need creativity, but they also need
rational business skills.
This situation is also faced by the bigger and corporate cultural businesses.
These too deal in cultural value and strategic business knowledge. They are
concerned with the management of the talent that produces new content; they
are about ‘rationalising the irrational’ (Frith). How they do this – whether
through cultural intermediaries or sophisticated market tracking – is crucial to
local cultural production strategies.
This report is concerned with a local strategy and emphasises the role of local
producers. This is not to ignore the articulation of these with larger global
structures; but it is at the level of cultural production that most new jobs are
being created; it is in the local creative infrastructure that the long-term strength
of the sector is to be found; and it is at this local level where the most realistic
and effective intervention can be targeted.
Characteristics of the Sector
Micro
The sector is made up of small and freelance companies. These have frequently
been seen as marking the fragility and volatility of the sector – as not capable of
generating real employment. However, the growth of small and micro-
enterprises, as well as the shift to self-employment are now recognised as
general tendencies across the economy. In the cultural sector many have learned
to exist and make a living in this situation, valuing the independence and
flexibility it provides despite the risk and uncertainty it also brings. The nature
of employment in the sector, once marking it out from mainstream employment,
now puts it at the leading edge of employment trends.
Flexible
The sector has great flexibility. Those in the sector often have more than one job
– indeed, the main source of income may not be cultural at all – especially in the
first stage of careers. Those in the sector are able to combine a number of
different occupations. They also move away from the idea of a fixed career path
– the volatility of the sector and the changing aspirations of those working
within it make it difficult to map out a fixed occupational path. Part of the
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ability to work within the sector is being able to deal with this demand for
flexibility.
Multi-skilled
This flexibility applies within each particular job. The notion of fixed skills for
fixed functions is changing rapidly – those in the sector need to be able to learn
and combine many skills fairly rapidly, as technological and organisational
change undermine traditional labour divisions.
Educated
The sector is highly educated. Around 70% of those in the sector have higher
degrees; only 10% have O-levels or below. This points to the crucial role of
HE/FE in this strategy. On the other hand, recent figures suggest that only 1 in
10 in the cultural industries and 1 in 5 with cultural occupations have specific
creative qualifications. Education is thus crucial – but what they are learning is
more to do with an ability to work within the field, to deal with uncertainty and
risk – and being immersed in informal knowledge of the cultural field – than the
acquisition of specific skills. This has very real consequences for educational
strategy.
Creative
The sector is about creativity; it is about lateral thinking, the rule breaking
aspect of the modernist art tradition applied to a new economic situation. All
economic sectors can be creative – but the cultural sector places creative content
innovation at the very heart of the business process. This creativity thus draws
on cultural knowledge which is located at the informal and intuitive, relies on
talent and individuality, more than objective business knowledge. Part of this
creativity is a particular form of risk taking which micro businesses as well as
corporate players must integrate within their activities if they are to remain at
the cutting edge. This riskiness, once seen as indicative of the ‘flakiness’ of the
sector, is now seen as a central driver of the new economy. However, traditional
business support and financial institutions have difficulty coming to terms with
these businesses.
Entrepreneurial
The traditional opposition of art and commerce, of authenticity and the market
is breaking down very rapidly. The new cultural producers have to be
entrepreneurial, they know they have to sell both to survive and to do the things
they want to do. The question for them is to find a way of balancing the
conflicting needs of creation, of selling, of innovation and known quantities.
They are not interested in learning about business per e, but are concerned to
adapt business skills to their particular activities and needs. In the most part
these entrepreneurial skills have been self-acquired, through informal contacts
rather than by any standard business support agencies. However, to suggest than
this situation is inevitable, that the sector should be left unsupported, is
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incorrect. Education and business upport have a great role to play within this
sectoral strategy.
Urban
The cultural sector is predominantly urban. It is attracted to the infrastructures
of the city – the face to face contact, the circulation of ideas, the infrastructure
of institutions and agencies. It is also attracted to the city as a centre of
consumption – this is where its customers are, this where they come to
consume.
Networked
The sector thrives on networks for information, advice and support. They also
use networks to test, borrow and exchange ideas. They tend to work close to one
another – to cluster around certain areas, or at least within the central city. The
role of cultural quarters and clusters in providing access to new start businesses
and individuals to these networks is very important. Areas such as the Northern
Quarter, Knott Mill, and the emerging Chapel Street area represent key
infrastructure strengths which should be built on rather than accidental and
passing products of the larger urban regeneration process. They can be protected
and used to great effect.
New Media Networks
The use of the internet and other communication technologies to support
cultural industries networks and networking is at present under-developed. This
situation is beginning to change across the country. Whilst there are existing and
emerging networks in Manchester, such as IDEA and the North West New
Media Network, this should not be restricted to those businesses dealing
primarily (even at all) in new media products. There is potential for the cultural
sector as a whole to benefit, in different ways, from digital networks. The
Cultural Industries Development Service (CIDS) will act to co-ordinate and
stimulate the deliver of this information. The information infrastructure has
important consequences for the ability of a local sector to respond to the new
challenges of the information economy and extensive changes in the way
markets are accessed and product distributed.
Funding and Finance
Access to finance is a perennial problem for cultural businesses. Some of these
problems are generic to small businesses; some are related to the particular
characteristics of the cultural sector – especially their profile amongst ‘serious’
financial institutions and agencies. This is beginning to change to some extent
but strategic agencies, such as CIDS, have an important role in raising the
profile of the sector and opening up channels to these financial institutions, both
public and private.
There have been a number of financial support initiatives across the UK
targeting the cultural sector – ACID and ACME in Merseyside, Northern Arts,
xHuddersfield Creative Town etc. North West Arts Board have just begun a
European study, called ‘Banking on Culture’, to look at initiatives and best
practice in these areas. The Department of Culture, Media and Sport (DCMS)
has recently flagged up the whole issue of venture capital for the cultural sector,
with a recent paper indicating potential avenues and initiatives.   Note should
also be taken of community finance initiatives which, though not targeted at
cultural businesses, nevertheless address similar issue to the cultural sector.
Equal Opportunities
Research in this area is very thin. Some claims have been made as to the relative
openness of the sector to entry by those from disadvantaged groups, and larger
claims have been made to the role of culture in promoting social inclusion.
However, other evidence points to similar mechanisms of exclusion occurring in
this sector as in others. Research is being conducted on the gender aspects of the
sector (CIREN at MIPC) and some work is being done on ethic minorities
through the Arts Ambassadors scheme at Arts About Manchester. This is set to
be an area of increasing concern in the next decade as the sector begins to grow
in profile.
7. Training Needs in the Cultural Sector
This section examines in some detail the issue of training and business support
in the sector. It emphasises self-learning, mentoring and informal networks as
key to the acquisition of skills and knowledge in the sector. However, the
research also points to the real lack of core business skills which frequently lead
to the needless failure of many small businesses. The section suggests some key
issues for the effective delivery of training and business support in the section.
8. The Cultural Production Sector in Manchester
Employment figures identify Manchester as the largest concentration of cultural
industries in the UK outside London. There is little research on other indicators
of competitiveness, nor any long-term trajectory of change. Our respondents
were very buoyant in the main. The majority saw Manchester as the second city
(at least in England). However, there was a very real sense that Manchester was
not capitalising on its potential. This suggested a degree of fragility and a sense
that the energy of the sector could be easily dissipated. Three key issues were i)
the growing strength of London; ii) the relatively underdeveloped customer base
in the north west compared to the south east; iii) the need for local agencies to
take action to support the sector.
The respondents pointed to the ‘soft infrastructure’ of the city, its ideas,
creativity, energy and vision, as the key to the support and growth of the sector.
Key issue here are:
· the art infrastructure, which is seen as in decline;
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· the critical infrastructure of media and education has declined since the 60s,
though other elements have come into play;
· lack of cohesion and self-awareness in the sector;
· a sense of lack of recognition by the city;
· the access to new markets and the need to realise potential;
· the close but often contradictory relationship to the wider process of urban
regeneration;
· the leakage of graduates;
· the relationship to the schools and colleges;
· the failure to fully engage with the potential of ethnic minorities in the
sector;
· the question of social cohesion, in which the sector could play a bigger role
than at present.
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SECTION TWO: STRATEGIC INTERVENTION
9. A Cultural Production Strategy for Manchester
Manchester has the potential to be England’s second cultural city. The
infrastructure – buildings, institutions, embedded knowledge, education - is in
place and so is the creative, cultural capital. There weaknesses but the major
task now is to build a broad coalition of industry, producers, education and
policy makers around an integrated development strategy for the sector.
The presence of large cultural industries and the ability to access global markets
is crucial to the development of the sector. This study is concerned with the
cultural industries sector as a whole; however, we laid special emphasis on
those involved in the production of this culture - those generating the ideas,
products and content for the sector.
· Cultural producers are the central powerhouse of an innovative and creative
cultural sector.
· It is in content production that most new jobs are created in the industry.
· It is more feasible for cities to attempt to attract and retain cultural producers
as part of endogenous growth than to attract large-scale enterprises from
elsewhere.
· Support for cultural producers fits well with other areas of cultural policy
regarding access, participation, pathways to employment and education.
Many cultural businesses are suffering economic hardship. This economic
hardship is often seen as part of some 'artistic lifestyle' but in fact it reveals
seriously under-capitalised businesses operating within a fragmented business
infrastructure. As such it can have damaging results for the sector.
The challenge... is that our creative people are working away in basements,
attics, and cottage industries. They have little capital. Consequently, they have
no negotiating power. The global players who control rights and distribution
mechanisms inevitably win the game. (Spectrum)
The way in which the UK provides the talent for global companies to reap the
profit can be related to the Manchester situation. We may produce world famous
musicians but neither y nor their record companies, agents, distributors,
accountants etc. are located in Manchester. ‘We have the talent but not the
infrastructure to support them’. (Spectrum)
Understanding Strategy
Intervention in the sector is frequently raised as an issue. Should there be
intervention or should it be left to grow ‘organically’; is public intervention
anathema to many in the sector (such as the music industry)? This report has
shown that this is not the case, but any intervention needs to be carefully
considered. The following emerged as key issues:
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Global markets: the cultural industries, though local, are also plugged into
global structures and markets. Any strategy is constrained by the presence of
global players.
Intervening in complexity: the sector has a complex ecosystem and there is
potential for unexpected outcomes of intervention. Strategy needs feedback and
learning loops; pilots projects and good quality intelligence; the city needs to
become a learning city
Limits of planning/direct intervention: this sector is not amenable to the top
down predictive model of traditional planning tools. Intervention has to work
carefully with the sector, looking to real communication, collaboration and
long-term partnership. Any strategy must find ways of building the capacity of
the sector to become a credible and productive partner in such a strategy.
Limits of resources: there are limits to the resources available to any city,
especially when dealing with global structures such as film or music. This
demands a strategy reliant on nudges, suggestion, careful development of
existing activity and strengths, close attention to the needs of partners in the
process, building goodwill etc. A strategy needs to deflect, adapt and use the
dynamics of a sector which is ultimately beyond its control.
The CI sector is not amenable to traditional economic development language
and techniques; direct ‘planning’ is not something to which we can turn. Local
initiatives have had to develop new tools, new understandings to begin to
support the sector. But essentially cultural industries initiatives need to think
strategically across existing policy boundaries.
This is a new attitude to intervention which Manchester needs to learn if it is to
deal with this sector and, we would suggest, many other areas in the future.  It
demands a new form of governance, a new relationship between public agencies
and the private and voluntary sectors.
Corporate delivery: A cultural industries policy intersects with a range of other
policies - tourism and place marketing; licensing; events and festivals;
management of public space; transport; retail etc. But first and foremost it needs
to bring together economic development and arts and cultural strategies.
However, those concerned with economic development tend to be ill-equipped
to deal with the cultural sector, just as those concerned with 'the arts' have little
experience of industry and economic development.
A cultural industries strategy will ultimately look to this ‘corporate delivery’; in
reality the challenge is to become a learning city; proactive not simply
responsive; it needs to be intentional if it is to cope with the challenge of
developing Manchester’s cultural production sector in an increasingly
competitive environment. The challenge of London especially (see Chapter 8)
can only be met by such a creative structure for learning and acting.
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Strategic Priorities
Cultural Industries Development Service (CIDS)
Aim: To provide a voice and strategic forum for the cultural industries
This initiative received ERDF approval in June 1999 and will start operations in
September 1999.
The guiding vision is to create a body that can act as an interface between the
cultural sector and the local development infrastructure. CIDS is an attempt to
progress a support strategy through a responsiveness to sector needs rather than
impose a top down solution. As such it has six main objectives.
i)  CIDS will act as a sector lead body, raising the profile of the sector within and
without the city. It will also contribute to internal cohesion and self-awareness.
ii)  CIDS will begin to develop industry intelligence for the sector. As an
identifiable lead body it will also act as a first port of call for information about
the sector.
iii)  CIDS will broker agreements and partnerships between different elements of
the sector, with other public agencies (not just local), and with other sectors.
iv)  CIDS will encourage and develop networks and networking throughout the
sector and between it and others.
v)  CIDS will help build capacity within the sector - promoting sectoral
identification and awareness; bringing forward industry leaders; developing
agencies and networks capable of taking an active partnership role; improving
internal communication and intelligence; raising aspirations and ambitions;
encouraging initiative taking, etc.
vi)  CIDS will need to develop its role in information sourcing and provision to
directly engage with the possibilities on new information and communication
technologies. This is discussed more below and is currently the subject of a
consultation exercise carried out by BOP and MIPC
Raising the Profile
Aim: to promote Manchester as a city for the cultural industries
The position of Manchester as second cultural city and as a natural home for the
cultural industries needs to be publicised.
This recognition of the sector will enhance the image of the city and make an
essential contribution to raising self-awareness within the sector. Recognition
provides a much-needed sense of legitimisation amongst those businesses and
individuals who often work in demoralising, financially difficult and isolated
circumstances.
Enhanced recognition will make it easier for the intermediary and support
agencies to make links with the wider policy agenda in Manchester and beyond.
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In Manchester the sector has often felt under-valued and excluded from the
wider process of urban regeneration in the city. Whilst it feels that it has played
its part in this process, and its activities have been invoked by those promoting
the city, there is a feeling that it has not been consulted nor that those
mechanisms exist. The consequence is that many decisions have been made
without full knowledge of the cultural field, resulting in second rate
developments and initiatives.
On the other hand, the sector is very fragmented within and between sub-
sectors; it often is not aware of what the wider needs of the sector might be. Part
of this process of recognition is the promotion of self-awareness within the
sector. In this way it can begin to articulate its needs more clearly for external
agencies, acting as a cohesive partner.
This new dialogue between the sector and the wider support structures demands
a new level of responsiveness and willingness to learn. Existing agencies need
to open up their structures to a sector that is micro, fragmented and fast-moving.
It will not be easy but this is a challenge increasingly presented by all new
economic sectors.
Building Capacity
Aim: to enable the sector to access new markets and deliver to its customers
The establishment of CIDS within a wider strategic framework of the Cultural
Production Strategy will allow the development of an integrated business
support service for the sector. Key aims would be i) industry intelligence; ii)
capacity building; iii) financial support initiatives; iv) business advice and
support.
Business advice needs to learn from the sector before it can begin to provide
support. This support is needed but it has to be delivered taking account of the
characteristics of the sector as outlined above.
Informal networks and clusters are useful in targeting information, training and
support to the cultural sector - especially at the freelance and new start end. As
such support can be given to these networks through providing space, support to
local organisations (geographical like the NQ Association or sectoral like the
Craft and Design Forum), supporting events and exhibitions etc. There needs to
be a range of small, flexible grants with minimal administrative requirements to
allow flexible and fluid promotions and events.
There is also a need to encourage more formal industry networks. These cannot
just be conjured up, they take a close knowledge of the sector and its more
informal networks. However, such formal networks should be identified if a
strategy is to pursue the option of encouraging a capacity building organisation;
and the support for such networks should be a function of any such eventual
organisation.
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A cultural production strategy should not forget the links between economics
and culture. Support for the sector is about dealing with creativity and ideas as
much as it is about business and markets. The two elements have to be
integrated.
As such the role of the ‘arts’ and the ‘subsidised sector’ should not be ignored
or hived off into a different sphere. The dangers of this are already apparent in
the divisions between the DCMS - who are driving the ‘creative industries’
agenda - and the Arts Council of England - who have withdrawn into an ‘art
form’-centred policy. It can also be found in the term ‘creative industries’,
which avoid using the term culture as ‘off-putting’ or not ‘economic’ -
something which repeats the traditional divisions between art and industry at the
same time as attempting to deny/overcome it. It is also found locally around the
RDAs where ‘media’ is separated from culture; or media is linked to
‘entertainment’ and ‘leisure’ rather than culture. These divisions hamper a wider
understanding and strategy and do no good to either side of the equation.
A cultural production strategy thus has to look clearly at the role of the
subsidised sector and role of art - traditional and contemporary - within cultural
production. It has to look at culture as both commodified and non-c mmodified
consumption, as part of cultural development as well economic advantage. It
also has to look at the way in which these last two contribute to that critical
infrastructure of ideas, images and sounds, which make up the creative capital
of a city. Finally, it has to be aware of the ultimate linkage between the potential
of the cultural industries and the wider cultural capacity of the city. The
relationship between these two will be the ultimate test of a ‘creative city’.
Marketing the Sector
Aim: to enable cultural producers to sell and promote the city as a location
for business and consumption.
Marketing has to lie at the heart of the cultural production strategy. This
strategy should link closely to the tourism strategy and to inward investment
agencies and initiatives. But the key element is expanding the horizons of the
local sector to new markets and providing the intelligence and support/guidance
to allow them to take advantage of these new markets once accessed.
There is a need to develop external marketing opportunities through trade fairs
and events. The sector should have the capacity to take advantage of any
opportunities emerging from such events. There is also a need to publicise local
services and infrastructure for inward investment, working with agencies such
as MIDAS.
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Learning
Aim: to develop new and flexible learning opportunities for a hybrid, creative
sector.
The formal education system will be crucial to the new information and ideas
driven economies of the future. The cultural economy is closely linked to the
HE/FE sector. Universities and colleges attract students to the city, providing a
powerful boost to the local economy. The question this strategy must ask is how
can they encourage graduates to stay and support them as they set up.
Already close links exist between new start businesses and HE/FE – whether in
terms of part-time employment, use of facilities, advice/support and access to
ideas and events. The challenge is to create a new learning framework for the
sector. Learning is informal, through networks and mentors, as well as trial and
error. Cultural businesses can progress very quickly and erratically; they are not
particularly suited to long and over-structured courses. What is required is a
non-linear learning framework.
Businesses also fail or change course – they need to come back to education
through a life-long learning framework. The challenge then is to provide a non-
linear framework with multiple entry and exit points. It needs to become much
more permeable to the sector.
However, despite the emphasis on the informal sector there is a need for formal
knowledge. Universities and colleges have enormous resources of information
and ideas – around markets and long-term trends; new technologies and skills,
business strategies and developments etc. The challenge is to find a way or
linking this resource to the sector through a model that goes beyond simple one-
way transmission.
Information
Aim: to place information at the heart of the cultural production strategy and
place the cultural sector at the heart of the information society.
An information strategy for the cultural sector is crucial.
There is a need for information for the sector - advice, general and local
information, grants, intelligence etc. - and information about the sector linked to
marketing - directories, databases, profile building etc. Information
technologies, especially the Internet and world wide web are crucial here. This
is currently being developed within an information strategy study for CIDS,
undertaken by BOP/MIPC.   As with training such information needs to be
provided on a flexible, non-linear basis.
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Information technologies can enhance communication within the sector - a
database can act as a directory for services/sales but also as a point of contact
for collaborative ventures and intra-sector exchange. The facilitation of lateral
communication is one of the most powerful elements of new ICT. As such the
role of cultural industries networks linked to access to new technology
equipment and training, drop-in centres and small facilitation teams are crucial.
ICT can enhance area-based networks and encourage technology take up,
marketing on the internet, e-commerce and, through a common brand (such as
the Northern Quarter) encourage joint ventures and shared marketing risks. The
Northern Quarter Network is one of the few experiments of this kind in
Manchester so far. These initiatives need to be extended to areas such as Hulme,
Chapel Street and the wider regional centre.
Such initiatives also lead to the growth of new media business; they encourage
new product development as businesses become aware of possibilities and
markets (in music and design especially). But it also helps expand horizons and
make business aware of more global possibilities.
The more ambitious vision is the use of new ICT to build links to the
manufacturing sector and the big distribution companies. If production is
becoming more fragmented (see Chapter 5) and distribution more concentrated
can new ICT enable the production sector to become more coherent? Can ICT
enable the production sector to take advantage of the possibilities opened up for
one-off designs to be sold as cheaply as mass produced goods? This will further
increase demand for content but demands a sophisticated information
management structure from the buyers/distributors. Local production clusters
can only take advantage of this if they too are linked into the communication
structure. This holds out enormous possibilities for the role of ICT in local
cultural industries development.
Digital convergence is transforming the cultural sector, not only with new
products, new markets, n w skills; but also with new relationships between
independents and majors. Manchester needs a coherent strategy for the role of
new technology in the cultural sector.
Key Intervention Areas
In this section we picked out six areas where intervention could be most
effective. It is not intended that those sectors which are not covered are in some
way peripheral, unimportant, redundant or unprofitable culturally or
commercially; nor that they should not figure in any cultural production
strategy.
In identifying these areas we were aware of those sub-sectors which were
primarily dependent on public funding. We have discussed the importance of
this sector above. However, it was felt that this Cultural Production Strategy
could and should not directly intervene either strategically or financially in the
core structure of the publicly funded sector. We have findings and strategic
comments on how this ‘public’ sector relates to the cultural sector as a whole,
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and would wish to fully develop dialogue on how the public sector can enhance
and benefit from the other sectors. However, the following areas represent the
basis of complimentarity and further linkage rather than any direct intervention
in the areas given over to the statutory arts funding systems.
We do not want to make a divide between ‘public’ and ‘commercial’, each with
their own funding arrangements and responsible bodies. There are many areas
(including the commissioning and steering of this report) where these two areas
closely interweave. This report makes the argument for more - but more co-
ordinated - intervention by a range of agencies, including those concerned with
statutory or publicly funded culture.
However, we felt that any strategic intervention based around this study should
focus on areas beyond those dominated by the core funded sector. The
performing arts, music and museum and galleries - all crucial to the sector as a
whole at local level were thus not taken as priority intervention areas by this
study. However, at the small, ‘entrepreneurial’, non-core funded end of these
sectors there is much that can be done to enhance linkages, creativity and
innovation across the whole sector. These have been picked out below.
We have not intended to reproduce those ‘art-form’ b riers which have so
dogged the publicly funded system in an age of hybrid cultural forms. The
following six areas are less distinct sub-sectors than sub-sectoral groups. As
such they are fairly widely defined to reflect the interconnections, complexities,
hybridity and fluidity of the cultural sector as a whole. They are points of focus
not grounds for exclusion. If design, music and broadcast media are relatively
distinct foci, then digital media, festivals and events, and the ‘informal
infrastructure’ are about cross-over and convergence and thus open-ended by
definition.
The key intervention areas are:
Design (including Crafts; Fashion and Clothing/Textiles; Graphic Design)
The sector is a strength of Manchester, and as a point of intersection between
culture and manufacture, a crucial area of strategic investment.
Respondents felt the need for:
· Detailed information (many remembered 'The Specialist' magazine with
information on sub-contractors and service providers etc.)
· Communication within the sector - ‘no doubt the talent is there and the
business - but there's a need to co-ordinate’
· Championing of available local skills - ‘many commissioning agencies don't
have the confidence to buy locally’
· Showcasing/endorsement - for industry and commissioning agencies. ‘Public
agencies need educating about design as well’.
The sector also felt that their role in the city should be recognised more. Some
saw themselves as brokers between culture and commerce - ‘Graphic design is
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one of the few cultural industries which links 'normal' commerce and culture -
lifestyle and art’.
Across design there was a sense of how the sector could contribute to the wider
cultural sector and city - ‘Manchester has such a wealth of creative talent -
design can link it all together, market it’.
In return they wanted support: ‘The sector will blossom, we just need a
celebration of what's going on’. ‘Manchester Festival could celebrate the cross-
over of art and business - a celebration of creative industries’.
The key elements in any strategy are:
· Developing sector awareness and knowledge
· Raising the profile/advocacy
· Developing new local markets
· Developing new national/international markets
· Making links to other industries
· Providing information and advice services
· Preventing graduate leakage through new start support
· Linking with the educational establishment in developing entrepreneurial and
creative talent
Some of this can be provided by CIDS but there is a need for a specific
agency charged with the development of the sector.
It needs to have a strong local identity and a clear sense of purpose. Its task
should be to push forward on all of the above priorities as well as deliver the
more detailed day-to-day activities:
1. Provide specialist information for the sector including - suppliers and sub-
contractors; other practitioners; exports; trade fairs, exhibitions, shows; new
business support grants; training and education.
 
2. Provide this information in on-line form (link to design bank).
 
3. Provide a range of specialist advice including new business opportunities and
start-up; post-start up expansion; obtaining, delivering and following up
commissions; product development and business planning.
 
4. Work with other agencies and identify further funds for financial support for
product development, capital equipment and marketing initiatives for the
sector - developing models such as ACID, LDI etc.
 
5. Provide marketing support for the sector such as: advice; developing industry
links; identify target exhibitions and shows; work with others to develop
showcasing events in Manchester; work with MM and MIDAS to showcase
the sector internationally.
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6. Provide events for industry and sector in terms of seminars, networking
opportunities, and workshops.
 
7. Encourage and explore funding opportunities for small-scale collective
events, shows and other initiatives.
 
8. Encourage network activities for smaller sub-groups within the sector.
 
A key question in this context must be fashion/textiles. It can come under the
remit of such a design agency, but industry and educational linkage will demand
a quite specific and distinct strand. The task may well be to represent the design
end of fashion/textiles whilst identifying (possibly in conjunction with CIDS) an
agency or partnership who can begin to elaborate a distinct strategic initiative.
At present this does not seem to be progressing.
Music
We have emphasised popular music here, acknowledging the difficulty of
definition. However we also make some suggestions as to the links between
‘classical’ and ‘popular’ music and how the former may relate to a local cultural
production strategy.
The popular music sector is difficult to pick up in statistical terms. There is little
formal or research knowledge about the size of the sector in Manchester and no
local trade information as in Liverpool or Sheffield. Music is a key sector in
Manchester, with a reputation of being the UK’s second musical city. But this
reputation can be quickly lost; and the London music industry is stronger than
ever.
What Manchester has is an abundance of talent.  A strategy for popular music is
about developing that talent and retaining, as far as possible, the direct and
indirect financial and cultural benefits for the city.
Any strategy needs to be developed in close conjunction with the local industry.
In the light of the above we have to be aware of the tensions and conflicts
within this - there is no unitary voice for the sector: this has to be created
organically.  Experience from Liverpool, where a local music industry
development association has been set up, suggests that this will take some time
but that a workable and productive degree of unanimity is possible.
The key element is the ability to drive and co-ordinate the various initiatives
which are emerging from a number of sources. The objectives of any music
industry policy should be made clear.
We would suggest that they are:
· To maximise the opportunities for local musicians to develop their talent and
to progress their careers in the music industry;
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· To maintain and develop the music infrastructure locally with a view to
protecting/creating jobs and retaining talent and a vibrant local scene;
· To develop new market opportunities for the local music industry to sustain
and expand their businesses whilst remaining in the local area for as long as
possible.
· To maximise the creative potential of the music industry for the benefit of
the whole cultural sector and the wider profile of Manchester.
· To promote a diverse and high quality local musical scene for the benefit of
local audiences and tourists.
For reasons stated above, we would not recommend the creation or
identification of a 'lead' or 'representative' industry body. We need to create an
open industry forum, open to the diverse and fluid local networks.
A local network development agency could also provide professional advice.
This should include:
· sourcing specialist industry business advisors;
· the sign-posting of training (or sub-contracting/sourci  of delivery);
· the co-ordination of New Deal programmes;
· the bench-marking or quality control of training and advice programmes.
Other agencies/individuals should be brought into this - especially the delivery
of network events/seminars etc. Maybe specialist programmes such as touring,
festivals/large events, telematics etc. could be sourced elsewhere.
The key to all this is industry links and a closeness to what the local
scene/practitioners require.
This process is now under way with the establishment of the Manchester Music
Industry Network in May 1999.
Digital Media
Digital media/multimedia is difficult to describe as a distinct sub-sector. If the
cultural sector as a whole has fuzzy edges then the multimedia sector is one of
the fuzzier areas of this sector. There is a frequent lack of clarity of precisely
what is meant here.
It can mean amongst others:
· New products made possible through the digitalisation of images, sounds and
text - computer games, educational software, new hybrid art forms etc.
· New forms of communication through the application of computing
technology to communication technology - Internet, www.
· New forms of distribution through ISDN, cable, phone lines.
· A convergence between content distributors - phone companies, record
companies, TV and radio - cable, terrestrial and satellite.
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· New ways of doing old tasks - such as in TV, in recording etc.
It is clear that the linkage of communication technologies and computing will
transform many areas of existing cultural sector practice. It is also clear that this
linkage is at the heart of the development of the knowledge-based industries of
the future. The cultural industries and the knowledge industries are both
dependent on a wider cultural capacity of the city; they will tend to overlap just
as much as aesthetics and technology will.
The key messages from the various elements of this area of the cultural
production sector were:
· It operates in a volatile situation driven by rapidly shifting markets and
evolving technologies;
· There is no audit/overview of multimedia production in Manchester;
· There is a confusing number of agencies with overlapping remits/concerns,
partly the result of the hybrid nature of the sector, partly through strategic
confusion;
· There is no audit/overview of skills needs or training provision in the area;
· There is a confusing mix of hype and reality surrounding the sector;
· The relation between the ‘creative/cultural’ and the ‘technical’ segments is
not at all clear;
· There is no audit/overview of technology provision/access in the area;
Any digital media strategy for the cultural sector has to spell out clearly its
object. So for example:
· The encouragement of experimentation in hybrid art forms does not
automatically lead to new product development;
· Support for Internet and web companies does not necessarily help media
freelancers respond to technical change in the broadcast media sector;
· Encouraging computer games companies may not necessarily have much to
do with the promotion of educational multimedia;
· Supplying websites to cultural businesses may not have any impact on local
electronic networking.
At present it is extremely difficult to predict how the different elements are
going to develop, or what skills and support will be required. Nevertheless clear
objectives and target sectors need to be spelt out.
The object of such strategies could be broken down as follows:
· Support for new and existing internet/web design businesses as part of a
general CI support strategy (with relevant specialist advice)
· Targeted training for specific sub-sectors to re-skill existing workforce
(primarily broadcast media) - in close conjunction with industry bodies;
· Targeted dissemination and follow-up skills programme for new digital
applications leading to new products - this in music industry, graphic design,
photography. This should not duplicate trade/technology fairs (which should
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be advertised and encouraged to visit locally) but look to specific
possibilities of technology transfer across sectors. This would demand high
level industry intelligence, working with specialist business advisors and
industry forum/networks.
· Pilot project for marketing SMEs through internet and www - including joint
marketing initiatives, virtual chamber of commerce, on-line directories,
electronic commerce.
· Pilot project for cultural industries network(s) at city wide level through
internet (CIDS)
· Support for initiatives in 'digital art' where this is linked to
events/festivals/collective initiatives;
· Audit of basic technology training/skills in cultural sector and
encouragement of access to technology training at generic cultural sector
level.
· Audit of high level technology access and training
· Feasibility for wired workspace targeted at cultural sector
· Feasibility for wired local areas targeting cultural sector - Smithfield site in
NQ?
Broadcast Media
The ACE report gives a national figure of 83,300 employed in ‘Radio and TV
services, Theatres etc.’ or 21% of all cultural industries employment. The LSE
report gives the figure of 74,500 (not picking up the self-employed crucial in
this sector) - an increase of 4.7% 1984-91.
Manchester TEC figures for Radio and TV Services, based on Census of
Employment, give the following figures:
CE
1991/95
Manchester TEC
 Area
Grtr.
 Manchester
North
West
GB
1991 2072 2092 2141 2620 48,916
1995 1562 1723 1797 2416 48,009
Our research give a total of 3,700 for the film/media sector, or 19.7% of total
cultural industries employment. The percentage fits with the national profile
(21%). The City Pride total represents around 4.5% of the national total.
The TEC figures clearly indicate two things:
1. That employment in the sector locally has declined between 1991-95 - on
these figures by one sixth. We need to be careful with these figures but at the
very least we would say that employment in the sector locally is not growing
at particularly high rates.
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2. That the TEC/City Pride area accounts for 75% of all north west employment
in radio and TV. The Manchester area accounts for 90% of this total.
There is no doubt that Manchester is by far the regional leader in the
broadcast media sector - a fact that puts the absence of a Manchester-based
media sector lead body in a serious light.
The main strength of the City Pride area is clearly the existence of two national
broadcasting stations with the networks and clusters of services which
support/surround them. There is a close, almost symbiotic relationship between
the large and small.
Manchester is the largest regional centre for television and film production in
the UK; there are over 400 companies operating in the region (Manchester
TEC); some of these are reasonably sized production companies (Action Time,
Barraclough Carry)
There are serious challenges to the position of Manchester. The threat comes
from London. De-regulation and the shift to the commissioning system
pioneered by Channel 4 was at first welcomed as a golden opportunity for non-
metropolitan centres to attract and develop freelance production. The opposite
has happened. Manchester could have survived and profited from the shift to
commissioning. This was compounded by the deregulation of the commercial
sector - opening up the regional franchises to more fierce competition;
encouraging mergers and driving the regional companies towards the more
global distribution systems centred on London. Granada’s regional base is now
weakened. The emergence of London as a global media centre was confirmed
by the rise of satellite broadcasting and the deregulation of the global (read
European) airwaves. It has inevitably drawn the specialist services, production
companies and control centres of the distribution companies towards it,
resulting in unprecedented levels of concentration. The final element was the
new ‘internal deregulation’ of the BBC. Whilst a clear commitment to regional
broadcasting still remains, the corporation is now much more centralised in its
commissioning functions. It makes it more difficult to sustain a local
infrastructure of services and talent when decision-making functions seem to be
moving to London.
The threat is also increasingly from other cities. Birmingham has begun to
emerge as a possible second media city - and has just commissioned a media
strategy. Leeds is also beginning to grow its media economy, with Yorkshire
TV developing a strong regional niche.
Manchester has never had to develop strong industry bodies. The opposite is the
case in Liverpool where industry expertise within intermediary and capacity
building bodies is now well developed. This is the reason why Liverpool-based
organisations have led bids for regional and Manchester focused strategies.
There is a need to link such expertise with the industry strength and experience
in Manchester.
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Manchester needs a media sector strategy. It is a clear regional leader yet it
has not had a high-level media strategy exercise since 1990. Things have
changed enormously since then.
There is no sense of a strong voice for the sector, no advocacy body or active
partnership organisation. However, more than any other sector we have to
recognise the limits of intervention by local authorities in the media sector.
Infrastructure development on any but the most basic level is beyond the scope
of most local authorities. Facilities that would influence industry location or
production decisions are very expensive and are commercially risky.
The most viable area of intervention has to be the creative talent - and in this the
recent North West Media Action Plan is entirely correct. But the retention of
talent goes way beyond the question of training and advice. Media is becoming
globalised and centralised. How can a local scene compete with London as a
global centre? The local scene needs ideas, networks, skills and a sense of being
plugged in - but this sector is more dominated by the larger companies in the
production (rather than distribution) stages than is music. It is difficult to make
a film in your bedroom. Part of the answer lies in the profile of Manchester
itself and the image/vibrancy of the local scene - within which the wider cultural
scene and built environment/facilities are key.
But the BBC and Granada remain crucial. The big companies need to be
approached at a high level in a similar vein to the A rport .  They are frequently
confused by the range of agencies which approach them or with which they
have to deal. They require a single port of call, which has to be highly informed,
with a high political profile beyond 'culture' and looking to the regional centre
strategy as a whole.
There is need for a strategic body or partnership, with a clear strategic
framework; a high profile leadership role; and a robust level of industry
intelligence.
Industry Intelligence
Manchester has a wealth of knowledge and experience. The problem is firstly,
how to tap this; and secondly, to what purpose is this intelligence to be put. This
is where a local media strategy comes in. Unlike straight industry intelligence it
is focused on the complex local links and benefits for both city and industry.
This too will form part of existing local knowledge but it is not the task of the
BBC or Granada or the SME sector to elaborate or act upon this knowledge.
This has to be the task of a proactive local sector body charged with the
development of the sector within a local city context. It is on this clear basis that
it can approach the industry to learn and respond, but also to provide a strategic
framework within which industry needs and city responses can be clearly
articulated.
This flexible, intelligent partnership has to be in place if Manchester is fully to
respond to the threat posed by current changes in the structure and technology
of the industry. There are new opportunities in content production for
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multiplying channels and formats. There are new opportunities to link at a
distance to the global market at our doorstep. London is a threat if we see it
from an autarchic perspective - it can be an opportunity if we explore the
possibilities of such a major global centre 200 miles away. What are these
possibilities? How can Manchester take advantage of them?
Creative Talent
A number of comments from a range of sources, regarding Manchester and
other regional centres have made one clear point, difficult to quantify but strong
nevertheless. That is that the one thing that will prevent further erosion of the
Manchester media base is the existence of creative talent in the city. Andy
Pratt’s report on the European audio-visual industry confirms that content
production is one of the few growth areas for employment. The explosion of
channels and formats has made content production all the more in demand.
Manchester has these creative individuals in abundance. They need training and
business advice of course - though delivered in an intelligent and flexible
manner. But the key is to create roots to the big production companies - how are
writing skills developed; how is talent introduced to the local media networks.
This is not the music industry where A&R people are geared to following street
rumours to watch a band play in a toilet: how is talent grown and developed in
the industry and how can this be enhanced? The producer development scheme
is the beginning of this but it needs to be linked to a wider strategy.
One suggestion has been for a media managed workspace, involving media
companies as in Sheffield’s Workstation, but having flexible facilities for script
production work - basic space offered on a short-term, project based lease. This
is infrastructure development targeted at local talent rather than expensive
inward investment.
Creative talent also responds to the wider cultural feel and profile (capital) of
the city. The ‘critical infrastructure’ discussed above, the dynamic circulation of
ideas and possibilities which marks a creative, culturally active city, does exist
in Manchester. It is under threat but ultimately it is the thing that will keep the
media sector in the city.
Regional Strategy
In this the regional perspective is central - but Manchester’s leading role has to
be recognised. This means a strategy has to build visibility and credibility
within the industry here - within the local media networks and at a high political
level.
The plans for Regional Development Agencies are at present unclear in their
details but they present opportunities for a regional approach. The RDAs will
have responsibility for regional economic plans; take a lead on EU structural
funds; co-ordinate inward investment; market the region as a business location;
and contribute to a range of education, tourism and cultural programmes. But
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we have to remember that at present cultural industries policies are city policies
- and the link between cities and regions is by no means clear.
Radio
The role of radio in local media strategies is often overlooked. It is one of the
fastest growing advertising media and has long made a low profile but
profoundly important contribution to the local cultural infrastructure. There are
signs that investment in radio is growing, mirroring the enhanced profile of
some national stations. Indications suggest that local radio is set to increase
advertising revenue and investment with the explosion of new radio franchises
consequent on increased deregulation.
Local radio also provides opportunities for skills development. Many figures in
the media began in radio and many still move between radio and TV
production. These transferable skills linked to a low cost medium represent a
perfect opportunity for training and access projects. The possibilities of radio
for community development and training has been well highlighted by the
experiments in the Northern Quarter (Radio Space), and the Radio Regen
project, funded through ESF and SRB, which provides training in radio skills to
unemployed people and operates community radio within regeneration areas.
The possibilities of radio for skills development, community development,
social access, employment, and the circulation of ideas and information make it
a unique low cost opportunity for local cultural production strategies. To
separate it from a wider media strategy would be a mistake.
New Cultural Infrastructure
This is less a sub-sector than a cross-thematic grouping. It emphasises all that
we have said about the role of the city in the promotion of the cultural industries
sector. By new cultural infrastructure we refer to:
· The organisation of events outside standard venues;
· The cross-programming of art forms venue (traditional and non-traditional)
within festivals;
· The programming of events, performances, installations and exhibition in the
semi-public spaces of the bars, cafes, and restaurants;
· The promotion of a diverse and open consumption of and in public spaces -
especially in the evening and night time;
· The promotion of independent retail outlets of a ‘cultural’ nature.
This seems a long and eclectic list but it is a programme to enliven the city and
provide that vibrant infrastructure essential to the cultural industries and the
promotion of the city from within. It is also about employment.
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Performing Arts
This sub-sector includes all aspects of drama and theatre, dance, and other
forms of performance. It is closely related to Festivals and Events. Manchester
has great strengths in these areas but over the last few years it has slipped back
in many areas. As part of a wider cultural production strategy it is suggested
that:
· The Events Commission within Manchester City Council should work
closely with this sub sector to encourage joint initiatives to raise the profile
and promote synergy, linked to key cultural and other civic events and to the
recommendations in the Strategic Review of Cultural Events and Festivals
(Cliodhna Mulhern, October 1997)
· NWAB should develop a strategic focus for Manchester in recognition of the
strength of the sub-sector and its concentration in Manchester including
addressing how to retain local opportunities for employment
· The funders (City Council, AGMA and NWAB) should consider the fragile
'alternative' parts of the sub-sector in order to ensure their survival and
growth and to maintain their audience appeal and leverage from other
sources
· The re-launch of the Royal Exchange and Contact Theatres should be seen as
an opportunity to promote new activity linked with education and festivals to
promote the strength of the sector within and beyond Manchester.
Visual Arts
Visual artists are frequently overlooked within cultural dus ries studies and
strategies but are in fact central to the innovative capacity of a local cultural and
critical infrastructure. Despite the ‘individualistic’ image of their work practices
visual artists have been central to many local cultural networks and provide
energy and intellectual capital to the local scene.
Visual art and artists have been used within cafes, bars, restaurants, shops and
clubs to mark a cultural profile. They have provided a cheap but highly creative
resource for culture-led urban regeneration in the city. Visual artists have set up
networks and spaces, which have been amongst the most exciting and
innovative additions to the cultural life of the city over the last few years.
However, visual artists, used within urban regeneration from SoH  onwards, are
the first to suffer from rising rent and the shift of an area to ‘up-market usage’ –
an additional value they themselves helped create. In Manchester there is a lack
of cheap, ‘dirty’ spaces within which artists can work. Recently this existing
provision has come under threat through rising land values produced by the city
centre housing boom. This relationship between the locational needs of cultural
industries and the wider process of urban regeneration is at its most acute in the
visual arts. To lose these city centre spaces for visual artists would do great
damage to the innovative capacity of the sector and its attractiveness as a city of
culture for those who live and work here.
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There is also scope to grow the market for art in Manchester, which is less to do
with making it easier to buy than a more strategic process of raising the profile
of Manchester as a city of artists and art.
Events and Festivals
The cultural industries sector responds to the feel of the city, its ability to
project a vibrant metropolitan atmosphere. The role of events and festivals is
crucial in establishing this: look at festivals and cultural industries crossover.
These events can feed into the cultural sector in ways difficult to measure but
which are clearly attested to by our respondents.
Festivals are a growing area, with one-off events, installations, and temporary
public art events.  All these bring together a range of skills, art forms, networks,
collectives and individuals. They feed into tourism, animation of the retail
centre, provide new opportunities in new public spaces for artists and operate as
power networking opportunities for those involved.
These events also help to bring in the cultural sector and make them feel part of
the city. They can also stimulate new cultural production. However, this can
very quickly lead to a sense of abuse - when festivals proclaim the involvement
of the cultural sector but cannot pay them.
There is a clear need for small, flexible grants to allow groups to organise
events and exhibitions both in relation to the larger and stand-alone events. The
funding for these is limited and available from diverse sources. It is often
demanding in terms of administration, monitoring etc.
We recommend the use of ERDF/ESF/other as small-scale, flexible grants with
quick turnaround for such activities. These should come with some
administrative support (if required), tailored to the needs of small/new groups.
Grants should be linked to seminars/training on basic events management. This
should be sourced via CIDS using experienced practitioners rather than any
formal NVQ-based courses. These latter, if available should be sign-posted.
CIDS could provide information and contacts on how to organise events in
public. This would include lists of officers/locations/regulations etc.
This priority should be linked to Marketing Manchester's (MM) services. A
specific cultural framework should be explored with MM, in terms of cultural
tourism drawing on alternative, small-scale activities - linking them with a
youth tourism strand (see VI).
This priority should also be linked with the feasibility of having a small-scale
sponsorship service linked to either CIDS or MM which could be approached
for advice, information and contact as well as coordinating/controlling client
approach. This service would also be proactive in developing small-scale
sponsorship clients.
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The New Informal Infrastructure
Shops, cafes, bars, restaurants, clubs - people watching, people meeting; the
construction of lifestyle identity through consumption; postmodern flaneurs -
whatever we call it - these are as essential an indicator of a lively city as the
large cultural institutions. For many they are more important. They represent to
the visitor the possibility to glimpse, to briefly touch the lives of the city they
visit; they are a major cultural experience, whether or not there is art in the bar.
For the locals they are the infrastructure of networks, of ideas, of employment,
of the first exhibit or DJ set. They are central to the quality of life and a stimulus
to cultural production. They are used to impress visitors and clients; they mark
out the symbolic territories of city life. Where you have your launch and who is
invited are part of the very nature of city living. Cities that are ugly and
uninviting can make up for it with the quality of their shops, cafes, bars,
restaurants and clubs. If Manchester needs a model it need look only to Milan.
These elements are crucial to cultural strategies:
· They represent a key indicator and image of a vibrant city capable of
retaining a healthy cultural sector scene
· They are increasingly overlapping and linking to cultural events and
programmes
· They employ a growing number of cultural producers in the form of artists,
DJs, graphic designers, promoters, furniture makers. Clubs like Cream are
major components of a local scene (which makes the demise of the Hacienda
much more important than its impact on employment or turnover)
· Cafe bars and shops are giving artists their public showing in a city lacking
gallery space
· New shops are operating as new commercial outlets for fashion designers,
small record labels and furniture makers
· Cafes/restaurants are a major provider of supplementary income for the
cultural sector
· Youth cultural tourism is a growing market along with that of the night-time
economy itself.
For all these reasons this sector should be included in a cultural production
strategy rather than be seen as an add-on. It is an infrastructure as essential as
recording or live music venues.
Recognition is a first step - both in terms of their contribution to the city and
because they are closely linked to the cultural sector rather than to 'outsiders'. At
present they contribute as much to the image of Manchester as much of the
subsidised sector.
Recognition also allows them more confidence to bid for
events/collaboration/network grants. Clusters of these businesses - most
noticeably in the NQ - frequently work together on joint events and promotions.
They are highly professional and with access to financial and administrative
resources are capable of working with MM and MIDAS to showcase the range
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of creativity and innovative businesses in Manchester - especially around 'youth
culture' with which Manchester is frequently associated.
The theme also allows the cultural production strategy to address the night-time
economy debate. A strategy here has to link with a wide range of agencies
(transport, licensing, police etc.) but it is the cultural sector which should take
the lead in pushing this debate on - because it is this sector that stands to gain
most directly from its success.
